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All these quotations are common to all the MSS. But they argue 
a state of devotion to the 'Ave Maria' which is not found earlier than 
c. 1230. 

A further identification of the Ancren Riwle with a Dominican writer 
is to be found in MS. B fol. 10 v? and in the French fol. 8. 'pus ich 

beginne mine avez oSerhwiles,' etc. Fr. Thurston S.J. was the first to 

recognise in this passage the earliest form of the Rosary. But to deal 

sufficiently with this most interesting point would need a further article. 

VINCENT MCNABB, O.P. 
HAW KESYARD PRIORY, 

RUGELEY. 

A NOTE ON ELISIONS IN 'THE FAERIE QUEENE.' 

My friend Mr Bayfield, in his Shakespeare's Versification, has set 
Elizabethan scholars in general and Shakespearian editors in particular 
a very pretty, not to say thorny, problem, which has never been faced 
before. It is this. What is the meaning of the apostrophes which so 

frequently occur in the texts of that period ? At first sight the answer 
seems obvious; they mean elisions. Indeed Mr Bayfield writes most of 
his book with that answer in mind, and is compelled therefore by his 
theories of Shakespearian prosody (into which I do not intend to enter 
here) to attribute their presence in the Folio and Quartos to 'scribes, 
revisers or printers,' inspired with a fiendish desire to force Shake- 

speare's blank verse into the Procrustean bed of 'the primitive Gor- 
boducian model.' The trouble of the literary critic with this thesis is 
that, except for a brief excursus on Ben Jonson at the very end of his 
book, Mr Bayfield makes no attempt to consider his problem in the light 
of similar abbreviations in other Elizabethan poets and dramatists. The 

bibliographer's trouble is that, while one can imagine a scribe or a 

printer inadvertently admitting a few unauthorised elisions into his text, 
it is difficult to conceive either of these gentlemen doing so upon any 
theory of prosody. Moreover the elisions are so numerous and generally 
so consistently employed that it seems almost impossible to avoid the 
conclusion that they derive from the original, in other words from 

Shakespeare himself, more especially as the whole trend of recent 

Shakespearian bibliography has been to seek in the author's manuscript 
for explanations of peculiarities in the printed text. 

It was therefore something of a relief to come upon a Postscript at 
the end of the volume, in which after a study of the Ben Jonson Folio 

(which is known to have been corrected for press by the author) and 
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the discovery therein of the offending apostrophe in large numbers, 
Mr Bayfield restates his case and decides that the Elizabethan apostrophe 
does not mean elision but merely the light pronunciation of the letter 
or syllable affected. It was a relief, I say-for the time. But the 
obstinate questionings returned. What are we to make, for example, of 
these couplets in the First Quarto of Love's Labour's Lost? 

4. 1. 26. Thus will I saue my Credite in the Shoote 
Not wounding, pittie would not let me doote. 

5. 2. 145. Ros. But shall we dance, if they desire us toot ? 
Queen. No, to the death we will not moue a foot. 

Here the naked contraction in the original has not even the decent fig- 
leaf of an apostrophe. There is no help for it. The rhyme compels one 
to pronounce 'do it' as 'doot' and 'to it' as 'toot,' for even the theory 
of light articulation will not serve us here. Unfortunately Mr Bayfield 
pays slight attention to Love's Labour's Lost, and has not apparently 
noticed these couplets. Nor, as far as I can discover, does he even 
mention the Poems and the Sonnets, which is surely strange in a book 
on Shakespeare's versification. Yet the form 'ta'en,' which is one of 
Mr Bayfield's pet abominations, occurs both in Lucrece and Venus and 
Adonis, the latter opening as follows: 

Even as the sunne with purple-colourd face, 
Had tane his last leaue of the weeping morne... 

Venus and Adonis was almost certainly prepared for press by Shake- 

speare himself; it was a bid for Southampton's favour, and probably a 

very important stepping-stone in the dramatist's career; is it likely that 
he would have left 'tane' standing in the very second line of the poem, 
unless his views upon the propriety of this word differed very con- 

siderably from those of Mr Bayfield ? Or again take lines 1607-8 of 
Lucrece, 

She modestlie prepares to let them know 
Her Honor is tane prisoner by the foe. 

Did the hand of the compositor slip when he set up this second line, or 
did Shakespeare write 'tane' and hear 'tane' as he wrote it ? 

But it is enough to have shown some of the grounds for the perplexity 
that was in me when I laid down Mr Bayfield's book. Obviously it is of 
the highest importance to arrive at certainty on these matters. As 
obviously, such certainty cannot be arrived at by studying the text of 
Shakespeare in isolation. One must find out what other contemporary 
poets meant by these abbreviations, and in particular poets of a different 
order from Shakespeare. I turned to Spenser for light-and received it. 

Spenser provides us with a better test than Shakespeare or Ben 
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Jonson, for two reasons: (1) He was not a dramatist. He wrote for 

publication. Shakespeare, except in the Poems, did not. The Shake- 

spearian texts were printed from prompt-copy, i.e. manuscripts intended 
for stage-performance; and for some time it seemed to me that the ex- 

planation of the contractions they contain was to be found in the necessity 
of guiding the actors-some of whom, as Hamlet informs us, lacked 
'th' accent of Christians'-to the essential five stresses in the line. In 

Spenser we escape from all such considerations. (2) His verse, especially 
in The Faerie Queene which I took as my field of enquiry, is particularly, 
and I think we may add deliberately, monotonous in form. Overrunning 
is rare, and a very large proportion of his lines are end-stopped. Further, 
whether in the five-foot line or in the alexandrine which concludes the 

stanza, Spenser is very careful to adhere to what Mr Bayfield calls the 

'primitive Gorboducian model,' i.e. to keep close to the ten-syllable or 
twelve-syllable line. It is indeed largely by these means that he attains 
that dream-like atmosphere which is so marked a characteristic of the 

poem. I fancy that even Mr Bayfield will not venture to claim that 

Spenser was prone to 'resolutions' in writing The Faerie Queene. 
Spenser's masterpiece teems with abbreviated forms; and I had not 

read long before I found that the first book alone would provide sufficient 
data for my purpose. Mr Bayfield takes strong objection to contractions 
like 'suffred,' 'flatt'ring,' 'hardned,' 'lessning' in the Shakespearian 
texts. It is hardly necessary to tell those familiar with Elizabethan 
texts in the original that The Faerie Queene is full of such forms and 
similar ones like 'count'naunce,' ' med'cine,' ' temp'raunce,' ' cov'ring.' 
A good example of this occurs in Bk. 1, canto 12, stanza 15, which gives 
us two in the same line: 

Who then with utt'rance grave, and count'nance sad. 

In passing, it is interesting to notice that Spenser occasionally makes a 

trisyllable out of a dissyllable for the sake of the metre, e.g. 1. 11. 39: 
Which when in vaine he tryde with struggeling. 

Shakespeare also resorted to this device at times in his early plays, e.g. 
Two Gentlemen 1. 3. 84; 2. 4. 207: 

Oh, how this spring of love resembleth... 
And that hath dazzled my reason's light... 

where modern editors should surely print 'resembeleth' and 'dazzeled.' 
The o in 'to' is frequently elided in The Faerie Queene as in Shake- 

speare before an infinitive beginning with a vowel, e.g.: 
1. 1. 41. As still are wont t' annoy the walled towne. 
1. 12. 32. That easy was t' inveigle weaker sight. 
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Such apostrophes, however, might stand for nothing but a light pro- 
nunciation of the omitted vowel. To discover whether Spenser intended 

'tinveigle' or 'to inveigle' we must turn to other examples. The most 

important of these is, of course, the abbreviated definite article before a 
vowel. The following make a suggestive start: 

1. 2. 37. Th' one seeming such, the other such indeede. 
1. 5. 8, 9. So th' one for wrong, the other strives for right. 

It is difficult to see why the first 'the' should be curtailed, and the 
second left in full, if no difference of pronunciation were intended; and 
since the second 'the' must be lightly pronounced, it is obvious that 
'th' one' should be pronounced 'thone' or 'tone.' The latter was quite 
a general pronunciation at this period, and Spenser's learned, not to say 
pedantic, friend, Gabriel Harvey, actually spells it so in his Letter-Book. 
But this, it may be said, is a piece of colloquialism and, therefore, ex- 

ceptional. Let us look, then, at some other specimens. 
1. 4. 42. Him litle answerd th' angry Elfin knight. 
1. 6. 44. And trample th' earth, the whiles they may respire. 
1. 9. 44. Th' ill to prevent, that life ensewen may. 

I believe that no candid reader, taking these lines in their context, and 
with his ears full of the majestic languor of Spenser's somniferous verse, 
can doubt for a moment that these lines are meant to be decasyllabic, 
like those which surround them. And if so then 'th" should be pro- 
nounced 'th' and not 'the.' 

In any case it is certain that Spenser's apostrophe implied full elision 
in some instances, because the rhyme compels us to make it. Here, for 

example, are two couplets: 
1. 9. 31. That like would not for all this worldes wealth, 

His subtile tong like dropping honny mealt'h. 
2. 2. 4. Imprinted hath that token of his wrath 

To shew how sore bloodguiltinesse e h hat'th. 
I know of no Shakespearian parallels to this, though it is logically on a 
par with the frequent elision of the e in the second person singular: 
sawst, thinkst, etc. 

Finally, we may take a few examples in which the apostrophe 
appears without loss of a letter, though it seems to me that syllabic loss 
is obviously intended, the elided letter being retained apparently in 
order to make the sense clear. The first specimen occurs in the opening 
stanza of the poem: 

The cruell markes of many' a bloody fielde. 

Here I take it the y is to be pronounced as a consonant, so that ' many' a' 
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becomes 'manya,' i.e. a dissyllable. This is paralleled in Othello (Q1) 
1. 1. 67 'carry' et,' i.e. 'carry it,' with which compare Hamlet (Q2) 1. 5. 140 
'Oremastret.' Next we have in 1. 1. 54 the following line: 

Suspect her truth: yet since no' untruth he knew, 

where 'no' untruth' should clearly be pronounced 'nuntruth.' Similarly 
in 1. 5. 12: 

And with so' exceeding furie at him strake, 

the pronunciation should be 'sexceeding.' Again in the Alexandrine of 
1. 10. 62 we have: 

As for loose loves, they'are vaine, and vanish into nought. 

Here the contracted form is still in use to-day as 'they're,' though 
Shakespeare I believe usually spelt it 'thar' (v. Q2 Hamlet 4. 7. 11). 
Certainly Spenser intended the phrase to be monosyllabic. 

Not only, then, is The Faerie Queene full of the kind of elisions we 
find in the Shakespearian texts, but it is impossible to escape the con- 
clusion that when Spenser used the apostrophe he did so to indicate 

syllabic loss. And if these abbreviations were not thought unseemly by 
the most refined and learned poet of the age, in his greatest work, 
written, as he tells us himself, 'to fashion a gentleman or noble person 
in vertuous and gentle discipline,' need we stamp them as'vulgarisms' 
when we find them in Shakespeare's dialogue ? Mr Bayfield, noting that 
these abbreviations occur less frequently in the conversation of Shake- 

speare's clowns and commoners than when the nobility and gentry are 

talking, asks whether Shakespeare can be charged with such 'vulgarisms' 
when he appears to eschew them even in vulgar dialogue. Surely the 
inference is just the other way. Innovations in speech, as all philologists 
know, usually start with the 'vulgar.' These abbreviations and clipped 
forms have now largely disappeared from the language. They were 

'polite' in Shakespeare's day, as Spenser's usage shows. But the future 
lay with the clowns and the commoners, more especially when they were 
London compositors, whose influence upon the language has never yet 
been properly appraised at its full value. It is quite clear to me from a 

study of the Shakespearian texts that the compositors, while occasionally 
introducing unauthorised abbreviations inadvertently, as well they might, 
had a much stronger tendency to expand the abbreviations they found 
in their 'copy.' In short I believe that the compositors obliterated a host 
of the original contractions, especially in prose speeches where they knew 
it was safe to do so. In other words such 'vulgarism' as took place in 
the process of transmission was in the direction of modernisation. 
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In conclusion, I should like to bring the whole matter into line with 
the history of the language by quoting one or two passages from that 
store-house of learning on the subject, Jespersen's Modern English 
Grammar (Part I): 

The elision in the was very frequent in early modern English; it occurs con- 
stantly in Hart's phonetically written prose texts (1569, 1570), and is shown on any 
page of Elizabethan poetry, where it is more frequently indicated in the original 
editions than in most modern ones. Daines, Orthoepia Anglicana (1640), speaks of 
the elision as used especially by lawyers. It is curious that Milton elided the chiefly 
before stressed vowels, and Pope chiefly before unstressed ones; the reason lies 
perhaps in the growing tendency to a full pronunciation of the in natural prose.... 
The e was also frequently lost in he: h'as, ha's or has is frequent for he has in the old 
editions of Shakespeare; he had became h'had, Marlowe Jew 25, cf. also Chaucer, 
Legend of Good Women, 2700; Milton, Paradise Lost 3. 694; Butler, Hudibras, 
p. 59, etc. Be was elided: Hart has tu b' aspird and houb' it; ye are and ye had 
became y'are (found in countless passages in Shakespeare, where modern editors 
print you're ; also, for instance, Rehearsal 35) and y'had. (? 6. 13.) 

About 1400 the remaining final weak e's were dropped, for instance in love, 
name, etc. Thus also in the sometimes before a consonant (see Hart), especially in 
the frequent combinations ei th', o' th'= 'in the, on the, of the,' which are now obso- 
lete. (? 6. 15.) 

In four grammatical endings e is now always pronounced: -est in the superlative, 
weakest; -est in the second person singular, thou wvalkest; -eth in ordinals, after -ty, 
twentieth; and -eth in the obsolete third person, he walketh. In former days the 
tendency to leave out the e was strong in all these endings. (? 6. 19.) 

How be it is always disyllabic in Shakespeare, cf. IIart's houb' it. To was 
shortened...only before an unstressed vowel. Milton, Comus 538 t' inveigle ; Villiers, 
Rehearsal 77 t' attaque. In the 18th century this elision became rarer, and has now 
disappeared. (? 9. 82.) 

Professor Jespersen deals similarly with the other contractions in the 

Shakespearian texts, always on the assumption that elision implies com- 

plete syllabic loss. All this forces me to the conclusion that Mr Bayfield's 
thesis has only one leg left to stand upon-his theory of Shakespearian 
prosody, into which, as I have said, I do not propose to enter here. I will 

only say one thing more. It seems to me that any editor who ventures 
to print the text of Shakespeare without the abbreviations of the originals, 
except where they are obvious misprints, will be running great risks. 
What is needed, on the contrary, is a text embodying all Shakespeare's 
contractions, a text which has never yet been given to the modern world. 
For only such a text can show us how the syllables he wrote sounded in 
the ear of the poet. 

J. DOVER WILSON. 
LONDON. 

DOORS AND CURTAINS IN RESTORATION THEATRES. 

So much of real value is there in Mr Allardyce Nicoll's article under 
this heading in the April issue of The Modern Language Review, mingled, 
unfortunately, with sundry arguments tending to switch investigators 
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